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national memorial to the man whose art has enriched 
their musical resources to an incalculable extent. The 
fund is being kept open for a time in order to give 
fuller opportunity for this, and to allow of the response 
of music-lovers abroad and in the Overseas Dominions. 
The Dean of Gloucester has expressed a wish that 
the memorial in the Cathedral should be simple. The 
committee of the Parry Memorial Fund is in 
complete accord, and is only desirous that it should 
be as representative as possible of the many-sided 
interests which engaged Sir Hubert Parry's sympathies 
throughout his life. With this in view donations, even 
of the smallest amount, will be welcomed. They 
should be sent to the hon. treasurer, the Hon. Norab 
Dawnay, 29, Oxford Square, London, W. 2. 
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[Photo. by TV H. Rabington, Sheffield] 
We are glad to reproduce a photograph of the 
Sterndale Bennett Memorial Tablet, erected in 
Sheffield Parish Church by musicians who co-operated 
in the Festival at the composer's centenary, April 13 
and 14, 1916. 
JOHN FIELD'S VIOLIN DISCOVERED 
IN FINLAND 
It is interesting to learn that a genuine Stainer 
violin, which was once the property of the famous 
English (or Irish) pianist and composer, John Field, 
has come to light at Helsingfors, the capital of 
Finland. The violin, which is now the property of 
Dr. Hermann Friedmann, has been submitted to the 
most searching tests, and no doubt of its genuineness 
is entertained by such well-known experts as M. Anton 
Sitt and M. Antti Niklander. 
Dr. Friedmann himself has carried his researches 
into the history of the instrument backward through 
many generations. Not a few Stainer instruments, 
now almost rarer than Stradivaris, found their way 
into Austrian monasteries, and when towards the end 
of the I8th century these religious houses were 
dissolved, the precious violins were eagerly purchased 
by the cognoscenti in England. 
Dr. Friedmann's instrument was, it appears, brought 
to Petrograd from England in 1804 by the celebrated 
John Field. From him it passed into the hands of 
Alexander Villoing, the pianoforte teacher of the 
brothers Nikolai and Anton Rubinstein. Villoing was 
one of Russia's greatest connoisseurs and collectors of 
old instruments, and the Stainer violin in question, 
which was industriously played at Villoing's chamber 
music evenings, was known and highly valued in the 
most distinguished musical circles at Petrograd 
during the first half of the 19th century. 
The instrument was later presented as a gift to 
a distinguished contributor to Villoing's musical 
evenings, M. Alexander Bogdanoff, conductor of 
the orchestra of the Imperial Ballet. M. Bogdanoff 
had been a favourite pupil of the great Henri 
Vieuxtemps at the Paris Conservatoire. After his 
death, the violin was sold by his heirs to the 
music firm of Westerlund, at Helsingfors, from whom 
it was purchased by Dr. Friedmann. It bears the 
inscription 'Jacobus Stainer, in Absam, prope 
Oenipontum, 1676,' and is now being played by 
Mlle. Beatrice Friedmann, a pupil of Anton Sitt. 
Connoisseurs express their admiration for the 
pleasing form and beautiful lines of the instrument, 
as well as for its mellow and noble tone. 
THE RATIONALE OF CUTS AND 
ADAPTATIONS 
BY SYDNEY GREW 
What are we to do with our classical sonatas, 
symphonies, concertos, oratorios, cantatas, operas, 
and the rest ? Play one or two of them in the whole 
once in a decade, and so establish them as curiosities ? 
Select a 
fewv examples 
of each type, play these so 
often as to make them tiresome, and get thereby a 
false idea of what they stand for? Or play them in 
careful selection and judicious curtailment, and by 
that means build up a good and full repertory and 
make ourselves acqainted practically with the phases 
of art these works represent ? I think the latter. 
As things stand to-day, our practical public 
knowledge of the classics is at once an insult to the 
masters and an indictment of ourselves. We are 
familiar with about six symphonies of Haydn and 
Mozart, with three or four concertos, with one or two 
' serenades' or divertissements, and at the most with 
some dozen other miscellaneous works. Of Schubert 
we know the B minor Symphony and the ' Rosamunde' 
music. Our stock repertory of pianoforte classics is 
confined to a few Beethoven sonatas. We are 
ignorant of Bach and Handel, for the few pieces of 
theirs which we play are as nothing among the many 
hundreds of equal value which they composed. We 
are as unacqainted with the minor classics of the 17th 
and I8th centuries as we are with the other side of 
the moon. We have lost 'sight of the innumerable 
wonders and beauties of the Italian and French 
writers of opera. Rameau and Gluck have departed. 
Lassus, Palestrina, and our own Elizabethans are as 
remote from our public as are Oriental musicians. 
Such a state of affairs reflects discredit on ourselves. 
It proves us unworthy of our heritage. 
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We probably all agree to-day that the present has 
greater claims on us than the past, and that if 
circumstances compel a choice it is modern art that 
must benefit. Not even Bach and Beethoven have 
claims superior to the claims of living composers. 
The eternal order is, Man, know thyself; and it can be 
obeyed in full only by knowing of the present, which 
is formed by living man. But it is none the less a 
vital fact that the present, and we of the present, are 
formed of the past, and that we know and understand 
ourselves only out of adequate knowledge of what has 
made us. We must use our heritage. And since our 
heritage represents an embarrassment of riches, we 
must use it wisely. Time is short. It is very 
crowded with contemporaneousness. We must 
abbreviate our possessions, make a sensible selection 
from our riches. Time is quite free enough for us to 
do this. 
How is the selection to be made ? Commonsense 
gives the answer it gave a hundred years ago in the 
analogous case of literature, and which it gives to-day 
in the playing of Shakespeare. 
Chaucer had no public life until Cowden Clarke, 
Wordsworth, and others began to select 'the 
beauties' of that poet and make these clear to 
modern minds. The old English dramatists were 
unknown until Charles Lamb published them in the 
form of extracts and selections. The modern actor 
adapts Shakespeare to the modern stage. When he 
plays 'Hamlet' in its entirety he fills six or seven 
hours, provides a long interval for refreshments, and 
announces the fact as something of a curiosity. A 
library edition of 'Hamlet' marked so as to show 
the acting version of Sir Johnston Forbes Robertson 
is a maze of lines and zigzags ; scenes are cut out or 
reduced to brief points of dialogue, passages are 
transposed, action is made to take the place of 
speech, and so on. 
I consider that we musicians may do the same 
with our old classical music. We have six hundred 
years of great music behind us. Our ignorance is so 
great that we regard certain centuries as musically 
barren.- We look on ' Sumer is icumin in' as a 
solitary flower blossoming in a desert,, which is 
foolish. 
Time being short and crowded, we must obviously 
economise both time and material. We must pack 
the one and simplify the other. In the matter of 
symphonies we have either to contract movements or 
to eliminate movements. 
I do not see how we can, in general, shorten a 
movement. I do not see, moreover, that contraction 
is particularly necessary. The classical form is, 
after all, rather brief. The sections are concise and 
relatively well filled. They are strictly balanced, 
every part paralleled by a responsive part elsewhere 
in the movement. The principle of completeness 
demands that phrase should be answered by phrase. 
I feel that any movement taken up for performance 
should be played in full. As to repeats, these, if 
sectional, should be cut out, but if phraseological 
they should be played. Phraseological repeats are 
usually written as repeats merely for the sake of 
economy in writing. In their parallels they are 
written out in full with varied treatment. Perhaps 
in movements made up of a theme with variations 
an occasional variation may be dropped, but such 
shortening will always be entirely individual. There 
is no reason why all the repeats in the Minuet 
and Trio should not be cut out. When, however, 
the composer has directed certain sections to be 
played senza refetizione, I think we should in general 
play the repeats he has marked. There is usually 
some special reason for his departure from custom. 
In, Finales where the music moves in 8- or 16-bar 
phrases, each marked for immediate repeat, we must 
be guided in this matter first by the manner in which 
the composer treats the passage in the responsive 
section, and, secondly, by the speed and character of 
the music: swift movement and lightness of effect 
often compel us to play the repeats. One thing is 
certain as to the matter of repeats: their inclusion 
or elimination must be consistent and scientific. 
The result must be logical. We may often shorten 
the slow introductions to first movements. Some- 
times we discard these altogether. It often happens 
that these have but little emotional significance for us 
of to-day. 
I fail to see any reason (historical, architectural, 
or vesthetic) why we should not frequently perform 
detached movements or any two adjacent movements. 
In nine out of every ten symphonies up to the time of 
the 'Eroica,' each movement is a complete thing. 
It has no inner connection with its companions. Its 
relation to the whole is governed by a law external to 
the principle operating within itself. In the old days 
songs were often interpolated between the movements 
(as dances used to be given between the acts of a 
tragedy). The composers themselves had little sense 
of what we nowadays call the 'subjective cyclic 
continuity' of their symphonic works. When they 
wished two movements to be continuous in effect they 
extended the cadence of one, or else after its full close 
they followed on with a phrase which pointed by means 
of a half-close into the immediate sequel. 
I consider that in from fifty to seventy-five of the 
finer pre-Beethoven symphonies we might perform 
(a) many detached movements, (b) many first 
movements plus the following Adagios, (c) not a few 
Adagios plus Minuets, and (d) at times the Alinuets 
plus the Finales. I have no doubt there are 
symphonies where we could begin with the Adagio or 
elide the Minuet. 
The rule to guide us is modern practice. What 
our living composers do with their own works we can 
do with classical works which otherwise must in the 
nature of things remain unperformed. May I 
venture the statement that in certain early works of 
Haydn and Mozart, I have (for personal pleasure) 
cut out the middle of the slow movement, and filled 
the space with a shortened version of the JMinuet, 
playing the third section of the slow movement after 
the interpolation? I hesitate to name the works in 
which I have done this ; but I assure the reader that 
the effect has sometimes been" charming, 
and that it 
has never shocked other than the extreme purist. 
Unsophisticated listeners have never suspected the 
sacrilege. 
As to concertos, divertissements, and the like, 
where 'form' is relatively free, I consider we may 
do with these exactly as we choose. The only thing 
to consider is the fruit of our actions. 
I consider also that we are at liberty to modify the 
orchestration of all orchestral music anterior to 
Weber and Wagner (who to-day uses the pronuncia- 
tion of Shakespeare: ' Swate air the ooses of advair- 
sit' ?), and to do anything else that may tend to 
confirm the modern significance of old music-the 
only respect in which it can have value to-day. 
Finally I consider that we are at liberty to extract 
movements from various works and to mould and 
fashion them into suites, as Bantock has done with 
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some of our Elizabethan compositions, Sir Henry 
Wood with the organ trios of Bach, and as some of our 
younger composers are doing at the present moment. 
Half a loaf is better than no bread, especially if 
the other half happens to have dried up. Such 
pianists as Lamond satisfy our desires absolutely 
when they extract a Scherzo movement from a 
Beethoven sonata and treat it as an independent 
composition. Gervase Elwes gives us all we want 
when he presents on the concert-platform a Bach 
aria from a cantata we do not know even by name. 
Such artists please and satisfy us because they have 
been guided by wisdom ; but the organist who, for 
instance, cuts the Fantasia from the G minor Fugue 
or the Prelude from the D major Fugue, does not 
similarly please us for the reason that he has not been 
guided by wisdom-he has truncated a lovely body. 
His act results in mutilation, as an act that would 
remove one of the twin towers of a cathedral. The 
coming generation should be very busily occupied in 
the task of selection and adaption from the enormous 
stores of the classics. I think the masters would 
approve of their work far more than of our present 
neglect and ignorance. 
VOCAL VIRTUOSI OF THE EIGHTEENTH 
CENTURY 
BY CLAUDE TREVOR 
There is no doubt that during the I8th century 
the Italian public exhibited an extraordinary passion 
for opera, in which also the greatest care and interest 
were taken by those who governed the numerous 
States into which Italy was then divided. We 
cannot say if, as has been often affirmed, the love 
of theatrical performances was fostered and 
encouraged in order to distract the masses from 
too much discussion of political events. Be this 
as it may, there remains no doubt as to the energy 
with which opera was nourished and promoted. 
Not only was this the case in the capitals of the 
States alluded to, but also in towns of second, third, 
and even less importance, in which latter, from time 
to time, were to be heard the most celebrated singers 
of the period, often engaged at very great expense. 
We call particular attention to the singers, on whom 
greater interest was centred than in the operas in 
which they appeared. 
It may at once be said that the Italian virtuosi of 
the 18th century reached a perfection quite unknown 
in these days, and almost unbelievable were there 
not some carefully preserved musical evidence by 
which to verify the extraordinary technical excellence 
to which singers attained in their art. In a 
recently-inspected Miserere by Filippo Dentice the 
difficulty of some of the vocal passages is such 
as would strike terror into the soul of even the 
greatest singers of our time ; and below is given 
a passage in an air sung by the famous Lucrezia 
Agujari, which was written down at the time by 
Mozart, and is also mentioned in a letter from 
Leopold Mozart, his father, written to his sister, 
dated from Bologna, March 20, 1770: 
At Parma, Signora Agujari, nicknamed Bastardina or 
Bastardella,* invited us to dinner and sang us three 
pieces. I could not have believed that she could reach 
the C in altissimo, but our ears convinced us of the 
fact. The passage that Wolfgang jotted down was 
sung with less volume than her middle tones, like 
the sound of the flute on the organ. Trills, runs, 
she executed just as Wolfgang has transcribed them, 
note by note. Besides all this she has a beautiful 
contralto voice extending to Sol.* She is not hand- 
some or plain, but has a wild look in her eyes, like 
people who are subject to convulsions, and she is 
lame of one foot. Her conduct is good, so she has 
consequently a good reputation. 
Here is the famous passage alluded to : 
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The majority of the virtuosi were trained in the 
splendid schools of singing flourishing in the 
chief centres of Italy: the famous school directed 
by Mazzochi, at Rome; the four at Venice (the 
Pieta, Mendicanti, Incurabili, and Ospedaletto); that 
at Florence, founded about 1715 by Francesco Redi, 
from which came so many vocalists of the first rank; 
and the Naples School, which, though last to be men- 
tioned, was by no means least in importance. Heading 
the list of teachers was the famous Porpora, who 
gave to the musical world an immense number of 
celebrities. 
Though it may cause many to smile when 
reading of the vagaries and pretensions of the 
vocalists of the I8th century, it must be remem- 
bered that they were not only singers, but were deep 
students of harmony, counterpoint, and composition. 
Frequently they were supplied with only the skeleton, 
so to speak, of a composition, which they were 
expected to fill in with fioriture, &c., of their own 
invention. Many also proved themselves composers 
* She was the natural child of a nobleman, and was always spoken 
of and announced on the bills, &c., as Bastardina or Bastardella. 
Born at Ferrara (1743), she received instruction in a convent from 
the Abb6 Lambertini, and first appeared at Florence in 1764. She 
surpassed all in her wonderful execution and range of voice. 
Sacchini heard her sing up to B17 in altissim0o, and said she had two 
good octaves below. In 1775 she sang at some concerts for which she 
received, for performing two songs, the unheard-of amount, for those 
days, of Eioo per night. She died at Parma on May 18, 1783. 
* Presumably 
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